after the character of fiction changed on or around December, 1895: composing "word art" that could not be adapted into other media.
1 Of course, the same techniques used to make stories unfilmable presumably made them unrecordable too. Even Joyce's reliance on a source text intended for speech made little difference in this respect since what Hugh Kenner has called "the modern Homer" was a storyteller embedded in typographical rather than oral culture.
2 Modernist literature, and Joyce's work in particular, thereby presented a dilemma for libraries seeking to make literature accessible to people who could not see the page.
The obstacles to recording Ulysses highlight the challenges faced more broadly by what this essay calls "accessible modernism"-an oxymoron at first glance, or least two words not ordinarily placed side by side. My use of the phrase refers to attempts to make a literary movement notorious for its difficulty accessible in alternative formats besides the original one. In the case of visually impaired people, accessibility means reaching an audience whose disabilities prevent them from engaging with most forms of print. Hence, the efforts to "make it newly accessible" (to paraphrase Ezra Pound) taken up by this essay move beyond modernist scholarship's interest in the representation of disabled characters within texts and toward initiatives to make these texts usable by actual people with disabilities-endeavors ranging from "tactile modernism" to, in this case, talking modernism. 3 Talking books owed their very existence to a centuries-long campaign led by blind people and their advocates to increase access to reading material. Disability theorists have long noted the pathway from physical impairment to technological innovation. Mentioning both blindness and the phonograph, Kittler establishes a link between disability and the development of new media. 4 Mara Mills has subsequently traced the book's profusion of multimedia formats (including letterpress, embossed, recorded, and, most recently, electronic books) designed to accommodate people with print disabilities. 5 And blind writers have contributed experiential knowledge to the ongoing debate over what counts as legitimate forms of reading. For example, Georgina Kleege has described her reliance on various forms of technology for access to books-what she calls "reading by other means." 6 Talking book libraries helped make modernism accessible to blind and partially sighted people and, shortly after Ulysses was recorded, to people with other visual, physical, or reading disabilities such as dyslexia. Sound recording made it possible for those who struggled to read in the conventional way to engage Joyce's novel in an alternative medium from print. Such efforts reflect a profound change in attitudes toward physical disability-and blindness in particular-since the initial publi-cation of Joyce's novel. 7 Making a text like Ulysses accessible to people with impaired vision represented a milestone in the understanding of physical and intellectual disabilities that had once been conflated in the public imagination-as Leopold Bloom notes of blind people, "we are surprised they have any brains." 8 Losing one's sight no longer implied losing one's mind. At the same time, accessible modernism raised doubts about whether literature written for a specific medium could be remediated or converted into a different one without distortion. Could a modernist text famed for its inaccessibility be made accessible without in some way compromising its identity?
Making modernism accessible meant confronting the twin problems of adaptation and preservation. Recording studios had to find ways of translating narratives to media (records and then tapes, in this case) other than the one for which they were originally designed. Yet studios had to do so in a way that preserved the original manuscript, a dilemma exacerbated by the modernist tendency to incorporate textual matter (from typefaces to illustrations and advertisements). Doing otherwise risked jeopardizing the entire goal of making modernist literature available to those who could not read it in print. In other words, blind people could only be said to have read Ulysses if the recorded version was thought to be equivalent to the book (a status not accorded to abridgements or adaptations). Initiatives to make modernism accessible could only succeed if the recordings were accepted as legitimate modernist works of art in their own right instead of dumbed-down versions of high culture for the masses or, worse, the middlebrows-as commercial labels like Caedmon Records would later be accused of doing. 9 Technology alone did not ensure access to books, however. The delays to recording Joyce's novel confirmed the acute need for accessible modernism. Although many people struggled to get their hands on copies of Ulysses after its initial publication, blind people had to wait longer than anyone else. It would take forty-five years for the Library of Congress to make its first recording of Ulysses. Until then, patrons could hear Homer's Odyssey but not Joyce's retelling of it. For blind people, 1967, not 1922, was modernism's annus mirabilis.
Joyce's own vision made him an author of special interest to organizations representing blind and partially sighted people. As is well known, Joyce suffered from iritis, cataracts, glaucoma, and other eye problems requiring numerous treatments (ranging from the application of leeches and tooth extraction to iridectomies and other surgical procedures) that rendered him practically blind. 10 In this sense, his resemblance to antiquity's most renowned blind bard extended beyond the retelling of Odysseus's journey. Toward the end of his life, Joyce could not read his own books. He would have had to settle for hearing his magnum opus read aloud-as Homer's audience had done. (Joyce would have been eligible for talking book library membership in the US or Britain.) The standard view once was that Joyce overcame his eye problems in order to join the pantheon of writers. Disability studies have urged us to consider, by contrast, whether impaired vision may have contributed to a writer's literary achievement. 11 Joyce's interest in people who were blind or "dark men" (as Bloom calls them) makes its way into the pages of Ulysses (U 179). We frequently hear rather than see the blind stripling tap-tap-tapping his way around Dublin's streets or spewing profanity after colliding with pedestrians. 12 The stripling's acoustic presence within the novel contributes to the Dublin soundscape preserved by Joyce and best apprehended through the ears-an ineluctable modality of the audible intimated elsewhere, in a more philosophical vein, when Stephen Dedalus shuts his eyes in order to concentrate on the noises of seashells crunching beneath his boots. Such moments gesture toward alternative sensory models for apprehending the city and, by extension, Joyce's prose. Joyce's interest in blind people even extended to alternative reading practices. "Look at all the things they can learn to do," notes Bloom. "Read with their fingers" (U 179). Had the technology been in place, he might have added "with their ears" too.
The American Foundation for the Blind and Britain's Royal National Institute of Blind People began recording books in 1934 and 1935, respectively. 13 Helen Keller described the initial discs as a "godsend" to those who had lost their sight as adults and who struggled to read by touch.
14 Access to books had been a longstanding problem as only a small minority (fewer than 20 percent) of blind people could read braille. 15 Instead, the majority lost their sight midlife and found it difficult to learn a new language requiring a degree of mental and manual dexterity. Their plight drew renewed attention after an influx of blinded soldiers came back from the First World War. To help these veterans read for themselves, talking book libraries pioneered the use of longplaying records (which were not yet available to the public) to record entire novels. Up to that point, records had been able to hold only a few minutes of speech, little more than light verse or the occasional monologue of Shakespeare-nothing close to an entire novel.
The two charitable organizations worked together to produce books, since it would take decades for talking book libraries to build up inventories comparable to those of other libraries. Government funding enabled the Library of Congress to record approximately seventy books per year, a small percentage of the total number of books published ulysses, blindness, and accessible modernism in print. 16 Blind people had a limited selection of titles from which to choose as a result: John Galsworthy's entire The Forsyte Saga, say, but no Virginia Woolf. 17 Modernist narratives often ranked low on the list of priorities since they appealed to relatively few people and affronted others. Nor were technical constraints the only factors holding them back. The prospect of an audible Ulysses initially seemed preposterous. Before any books had yet been recorded, newspaper columnist Alexander Fried surmised: "Wouldn't a sound book rendition of 'Ulysses' test the nerve of the veriest intellectual if he tried it out in literary mixed company?" 18 The very idea of listening to that novel seemed misguided and wrongheaded. Thus began a long tradition of citing Ulysses as the hypothetical limit case for sonic reproductions of literature. 19 It is often the first title that springs to mind when people object to listening to books: "But what about Ulysses?"
Modernism posed a particular challenge to talking book libraries that wished to make available as many titles as possible while, at the same time, remaining sensitive to their reliance on government subsidies (a problem faced by most public libraries, too). Nominations could be rejected for a number of reasons, ranging from cost and difficulty to taste and decency. In Joyce's case, some librarians worried about the appropriateness of including his writing in the catalogue. One staff member of the Library of Congress's Books for the Adult Blind Project protested that Joyce's "beautiful and quite innocuous" collection of stories had been rejected for its frank treatment of Dublin life. 20 As was often the case, the library issued Dubliners in braille instead since fiction was thought to be less offensive when read by touch than when heard read aloud (especially in cases of blasphemy, profanity, and sex). Another employee insisted that the expected circulation of Dubliners was too small to justify the cost (estimated to be between $1,200 and $1,400). 21 Since A Portrait of the Artist as a Young Man had been rejected too, the library had no Joyce titles until 1945. Joyce's writing was deemed unspeakable in more than one sense. Even sympathetic staff recognized the daunting task Joyce posed to recording studios. When a patron asked the Royal National Institute of Blind People to add Ulysses to its catalogue, he was told by the librarian: "I think one or two of your suggestions would be quite unrecordable." 22 There had already been attempts to record Ulysses, of course. The first recordings of Joyce's work were made nearly two decades before the emergence of a commercial market for spoken word recordings. As is well known, Joyce himself condoned the idea of recording Ulysses, or at least a small part of it. Sylvia Beach recalls in her memoir Shakespeare and Company that Joyce considered the "Aeolus" episode to be the only one suitable for recitation since it was, in his words, "declamatory." 23 (Beach recalled being "deeply moved" by the four-minute recording despite the elevated oratory. 24 ) The record's brevity has meant that scholars interested in Joyce's "auditory imagination"-to borrow a phrase from T. S. Eliot, who detected a Miltonesque link between Joyce's diminishing eyesight and his writing-have since gravitated toward Finnegans Wake, if not for its superior recording (the eight-and-a-half minutes of "Anna Livia Plurabelle" flaunt Joyce's Irish accent) then for the narrative's acoustic emphasis and origin (at least in part) via dictation. 25 It has become increasingly common for critics to view reading aloud as the key to comprehending the daunting prose. 26 Eliot, for one, insisted that "Joyce's last book has to be read aloud." 27 Joyce's relationship to sound technology extended beyond its recreational use to preserve his voice. Ulysses is itself indebted to, perhaps even in competition with, phonograph technology when it comes to capturing voices in writing (heard most notably in the mechanical squawk "Kraahraark! Hellohellohello . . . " of Bloom's great-grandfather) (U 112). According to this way of thinking, Joyce's novel vies with soundrecording technology to determine which is the most effective inscription device-a gambit considered to be either modernism's "gramophone effect" or its "gramophone problem." 28 Both viewpoints are preoccupied with the talking machine's utility as a diegetic object within the narrative, however, instead of what Ulysses sounds like when played aloud on one. Until recordings were made, the novel's simulation of gramophonic sounds within its pages-even its casting of "THE GRAMOPHONE" for a speaking role in "Circe"-could only be apprehended through the eye, not the ear. 29 Sound recordings had the self-referential effect of allowing people to hear Joyce's written approximation of recorded voices played on actual records.
Despite the expense and complexity, the American Foundation for the Blind recognized the symbolic importance of including Ulysses in its catalogue if blind people were to share the same benefits of cultural literacy as everyone else. Its absence might otherwise imply a lack of intellectual ambition. For many people, this was their first chance to read Ulysses for themselves. Debates about whether this truly counted as "reading" were either moot for those who had no alternative or fraught with political implications when situated within a burgeoning disability rights movement. In Joyce's letter read aloud at the beginning of the American Foundation for the Blind's discs, he presciently quoted the Begun on Bloomsday for good luck, the recording took him two and a half months to finish.
Scourby began his career as a stage actor before taking up increasing amounts of vocal work for radio broadcasts, television commercials, and other media. ("But what actor wants to be known as a voice?" he once complained to an interviewer. 33 ) Scourby's rich bass voice, celebrated for its resonance, authority, and warmth, made him a natural fit for radio, where he has since drawn comparisons to Orson Welles and William Conrad. 34 His understated delivery endeared him to fans who disliked narrators intruding between themselves and the story. A profile described the "Scourby sound" in the following terms: "distinguished, appealing, unobtrusive, untheatrical." 35 Still, inconspicuousness did not stop fans from developing intense personal attachments to his voice (see Figure 2) .
After auditioning for the American Foundation for the Blind in 1937, Scourby went on to record books for the next forty years. He narrated over 500 titles, the majority of which were novels (including The Great Gatsby and others sold to the public). Scourby's popularity among blind people is difficult to overstate. While he is largely unknown among the sighted population, anyone who listens to talking books will be familiar with his work. As early as 1951, a librarian at the Perkins Institution and Massachusetts School for the Blind Library confirmed that Scourby A decade later, that same librarian wrote in the Saturday Review: "The dependence on and satisfactions in the voice of Alexander Scourby among blind people is something you would not believe unless you had been a librarian." 37 A New Yorker feature described him shortly afterward as the Frank Sinatra of the talking book world. 38 After his death, the American Foundation for the Blind named its annual "Narrator of the Year" award after him.
But what is lost by hearing Ulysses' 25,541 lines of text (word count is not very useful here) read aloud by even the industry's most accomplished narrator? 39 The obvious answer is graphic form. Numerous literary critics and book historians have insisted that a book's layout plays a crucial role in determining its meaning. Changing the medium changes the message. In formulating just such a principle, for instance, the eminent bibliographer D. F. McKenzie used Ulysses to exemplify how different editions influence a narrative's reception. 40 Other critics have been even more insistent that Ulysses is indissociable from print since its appearance expresses nearly as much information as the words themselves. 41 Ian Watt once declared that, when it comes to representing consciousness, "no book in doing so has depended more completely on the medium of print." 42 Hugh Kenner subsequently contended that the entire conception of Ulysses depends on the existence of the book held in one's hands. 43 And Patrick A. McCarthy has asserted that the printed page is integral to Joyce's aesthetics. 44 The consensus seems to be that we cannot take away the page without mortal consequences.
Still, it might be conceded that auditors are getting a different version of Ulysses (as is the case with any edition of Joyce's text) instead of insisting that they are no longer getting Ulysses at all. My thinking on this matter has been influenced by Charles Bernstein's contention that spoken texts should be considered "performances" along with other textual variants of a single work (even if Bernstein, unlike me, would grant less authority to an actor's reading than to an author's). 45 What interests me more than the question of fidelity, however, is accessibility, or the steps taken to bring blind people into contact with Joyce's text via different media. To succeed, accessible modernism had to make literature available to people with visual disabilities while simultaneously ensuring that the original text remained fundamentally the same (unlike adaptations, abridgements, or other formats involving alterations to the text's wording). What follows is a close examination of the measures taken to remediate Joyce's novel into sound. As we will see, the American Foundation for the Blind's recording preserves a surprising number of bibliographic elements of Joyce's novel, while at the same time dispensing with others and even, in some instances, generating new meanings altogether in the transition from page to studio.
It should be emphasized that the American Foundation for the Blind and the Royal National Institute of Blind People viewed talking books as surrogates for-not as simulacra of-printed ones. Talking books were neither adaptations nor translations; they were books. The longstanding debate over whether listening counts as reading (one still with us today in disputes over audiobooks) takes on a different hue within the context of disability studies, however, and in relation to a group of readers who would otherwise be excluded from print media. Disability rights activists insisted on using the term "reading" instead of "listening" in relation to talking books since the issue at stake was access, not aesthetics. 46 The reappropriation of a term taken for granted by most people was a tactical necessity for a group committed to defending their standing as readers. Not everyone agrees that listening to a book qualifies as reading, of course. Many discussions of recorded books place "read" within scare quotes to signal a departure from the conventional understanding of what it means. One can read Joyce's novel in print or "read" it on tape. To take one example, the philosopher Peter Kivy distinguishes between the mental act of imagining a narrative while reading silently and merely listening to literature recorded for people who are blind. 47 By contrast, Kleege insists that the eyes are just one possible pathway through which reading can take place: "Behind the eyes is the brain, where imagination, intellect, and memory reside. That's where reading happens." 48 We need not get sidetracked here by the centuries-long debate over the sensorial nature of reading. It should be enough for now to slightly rephrase this essay's opening question: can Joyce's Ulysses be "read" with the ears instead of the eyes? It interests me less whether listening to Ulysses counts as reading in the first place (though I am convinced that it does) than how hearing it results in disparate understandings of the novel.
To this end, talking books cultivated a sense of bookishness. 49 Studios insisted on recording narratives as faithfully as possible to the original printed source. This meant using a single narrator, reading verbatim scripts (no abridgements or skipping the dull bits), avoiding gimmicks like sound effects, and speaking in neutral voices that would not distract attention from the book's words. The avoidance of theatrical voices sought to ensure that the experience of listening to a book approximated as closely as possible the experience of reading it in print. This was a very different ethos from the commercial productions of Ulysses made by labels such as Folkways, whose album was subtitled "A Dramatic Reading," or Caedmon, which featured the screen actors E. G. Marshall and Siobhán McKenna. 50 According to one reviewer, the latter album exemplified the "theater of sound" on records. 51 Patrons of the talking book library would not have considered this a compliment.
From the outset, Ulysses was treated as a book, not just a narrative. Nary a word is left out of the Modern Library imprint of Random House's 1934 edition selected for recording. 52 Whereas most recordings would begin with the first chapter, this one preserves every line of the book's supplementary material, namely, lawyer Morris Ernst's foreword, Judge John M. Woolsey's decision, and Joyce's own response to it. The list of legal precedents goes so far as to explicitly state the phrase "in parentheses" for clarity (U xiii). This was not a recording for skimmers. In other words, the studio sought to make the same book available to blind people that was available to everyone else. Sighted people were not the only ones to start Ulysses with Judge Woolsey's daunting declaration that it is not an easy book to read.
The court's verdict has additional connotations when set alongside the history of discrimination against people with physical disabilities. 53 Ernst's opening statement describing the decision as a victory over censorship-or what he called "the legal compulsion for squeamishness in literature"-would have resonated among a group who had fought for decades against censorship within braille and talking book libraries (U viii). Patrons had long demanded books of their choice (namely, bestsellers like Gone with the Wind) instead of those deemed morally beneficial by paternalistic guardians with a preference for classic over contemporary literature. The modernist struggle against censorship meant little to them if they could not gain access to its literature either way. Hearing Ernst's statement thereby had double significance as a triumph over the censorship of "forthright books" within the US courts as well as the Library of Congress's talking book library (U viii). Blind people could now decide for themselves whether to read (or, just as important, not to read) Ulysses.
Obviously, the major difference between print and talking books is the presence of another person's voice. The conventional way of thinking about reading is as a sort of inner voice, one that Maurice MerleauPonty called "internal" speech and that Denise Riley, more colorfully, dubbed a "voice without a mouth." 54 Silent readers can imagine what characters sound like or vocalize them with varying degrees of intensity; according to psychologists, some readers hear a faint murmur in which every character sounds alike, whereas others host a theater of the mind in which characters converse in distinct tones. 55 Either way, the reader controls the volume. By contrast, a voice with a mouth wrests speech from the reader's control, thrusting a layer of interpretation between language and minds-what Kleege refers to as a "third dimension." 56 Auditors no longer decide how words should sound, only whether to accept another party's inflections, intonations, and impersonations. They have been said to be the audience for another person's reading, not the agents of their own.
Scourby's narration epitomizes the American Foundation for the Blind's preference for using neutral voices to replicate as closely as possible the experience of reading print. To this end, his register hardly changes between the book's front matter and Buck Mulligan's opening lines. There is little sense that the book is being read any differently from the hundreds of other titles recorded by Scourby. Notably, he speaks in a deracinated American accent, not an Irish or even a cod Irish one. (Blind readers disagreed on whether foreign titles should be read in ulysses, blindness, and accessible modernism the appropriate accent.) Vocally, the monologues of Stephen Dedalus, Leopold Bloom, and Molly Bloom sound indistinguishable. Only in the direct speech or dialogue can one detect an Irish lilt. Characters are distinguished instead through slight modulations in pitch and accent, or even through vocal traits and tics-Nosey Flynn sniffing and snuffing between sentences, for example, despite the absence of explicit stage directions to this end.
Yet even a putatively neutral reading (of course there is no such thing) cannot help influencing a text's reception. Despite the even tenor, Scourby's intonation veers into interpretation at various points instead of allowing the words to speak for themselves. When Stephen stifles a yawn in the cabman's shelter, for example, the narrator yawns too. Similarly, the "Ithaca" chapter closes with a murmur to imply a drift into slumber that is nowhere explicitly mentioned. We might think of Scourby's narration as a weak rather than a neutral one, then, since there is always a degree of interpretation and every recitation is an interpretation anyway. This need not be thought of as a fault; as has been mentioned, audiences developed intense attachments to narrators and valued them precisely for their ability to elicit shades of meaning from the text, even to dramatize it. The elongated pronunciation of Stephen's "Ho!" upon seeing his mother's ghost, for instance, movingly steers the scene toward melodrama while also making it difficult to envision alternative renderings (U 564).
Neutral or not, a professional narrator's reading will be technically superior to that of any amateur. Few read Ulysses straight through; instead, the typical reader will pause to savor a phrase or puzzle out its meaning, or even to consult Don Gifford's Ulysses Annotated. But the recording flawlessly pronounces names, places, and foreign tongues with the precision of an elocutionist. Editors typically prepared exhaustive guidance notes to ensure correct pronunciation along with character profiles (age, gender, background, nationality, dialect, and so forth) indicating how they might sound. Any mistakes could be fixed in the studio, too. By contrast, amateur readers would likely require more than one attempt to sound out unfamiliar words like "Naminedamine," Bloom's rendition of the requiem mass, and then still hesitate over its correctness (U 253). In such instances, the audience has only to sit back and allow the narrator to do the hard work for them. This is not to imply that the audience's role is necessarily a passive one. Auditors still have to process the meaning of those words even if the work of decoding has been outsourced. The narrator's presence can misleadingly make it feel as if there is a single, authoritative way to read Ulysses, whereas, of course, there is no such thing; there are countless paths through the novel, enough to keep scholars busy arguing over-as Joyce foresaw-for nearly a century. 57 One consequence of reading aloud is the elimination of what Eric Griffiths calls "vocal ambiguities," which imply multiple meanings on the page but not off of it. 58 In such cases, the speaker must decide on a word, phrase, or line's exact intonation in a way that forecloses ambiguity. This is especially true if the speaker is an authority (Joyce himself, say) or a performer (some would again say Joyce). For instance, phrases like "farthing press" play on the difference between the word's spelling and its Irish pronunciation ("farting press") (U 137). Other accents spoil the gag, of course. Plenty of ambiguity nevertheless remains for auditors to navigate. Joyce's beloved puns (homonyms, if not heteronyms) exemplify how much interpretive work is left to do when confronted by wordplay ranging from Bloom's "Lovebirch" and Lenehan's "Guinness's" to Stephen's "A. E. I. O. U." and the Prison Gate Girls' "If you see kay" (U 457, 187, 130, 487).
Making Ulysses accessible meant making the book accessible, not the book's meaning. Auditors were left to puzzle out Joyce's riddles on their own. The narrator's role was not an editorial one, after all. Whereas Scourby translates the Latin quotations in Joyce's letter, for example, the intonation of "Introibo ad altare Dei" in the novel's opening passage signals that foreign scripts will remain in their original tongues (U 5). Impeccable elocution is little help to an audience who does not speak the language. Auditors hold no advantage over sighted readers in this regard. Foreign tongues could nevertheless bear meaning across different media. In this case, the very intonation invokes the distinctive acoustic signature of the Catholic mass. It is a parody recognizable even by monoglots.
Readers can resist or push back against the narrator's delivery, too. As mentioned, the ideal narration is one in which readers forget the narrator's presence. The word "unobtrusive" is frequently used to single out this quality (as it was in Scourby's profile cited earlier). Yet this contract breaks down at discordant moments like a botched pronunciation, making the audience all too aware of the trespasser. In my case, Scourby's idiosyncratic pronunciation of "grimace," "joust," "margarine," and "Don Quixote," along with miscues such as mistaking "father" for "fighter" or misreading the long s ("ſ") as the letter "f," disrupted any illusion of unmediated storytelling by calling me back, like Keats's bell, to my sole self.
My inquiry has to this point concentrated on the narrative's most obvious sonic dimensions, much of which can be apprehended as well if not better by ear than by eye. But what about a novel's graphic layout-what Oscar Wilde called its "elaborate design"-which cannot ulysses, blindness, and accessible modernism be so easily detected by ear? 59 The Homeric source text was conceived for oral delivery and shaped accordingly through its use of metrical lines, formulaic expressions, and stylized diction. The scriptio continua found in Greek and Roman manuscripts gave scant consideration to the viewer. Think of it like spooled audiotape-unbroken streams of letters that relied on the speaker's pauses and emphases to make the material accessible. 60 The modernist literature of Joyce's era, by contrast, presumed a silent reader who would respond to the text's visual elements or what Jerome McGann calls "bibliographic codes." 61 To take an obvious example, auditors have no way of knowing that the novel's giant initial "S" in "Stately" takes up an entire page (U 4). A giant "S" sounds the same as an ordinary "S," after all, unless the narrator shouts. What breaks with tradition to the eye comes across as orthodox to the ear. (We need not dwell on this detail since it has been attributed to Bennett Cerf, not Joyce.
)
Many of the novel's graphic elements are essential. The newspaper headlines embedded throughout "Aeolus" signal the beginning of Joyce's experiments with typography. From the opening scarehead, the chapter's channeling of the press is immediately obvious to the eye since boldface and all capitals set the newspaper-style headings apart from the main narrative. By contrast, Scourby recites these headlines in a louder-thanusual voice without explicitly mentioning their distinctive appearance on the page. What the recording conveys instead, I propose, is the sensation of headlines announcing a feature story or breaking newsa sound effect closer to a newsboy's cry than to a headlined placard. Scourby's only concession to print comes when he interrupts the narrative upon reaching "? ? ?" in order to announce: "The headline here is three question marks" (U 130). The explanation confirms Scourby's awareness of form as well as his decision to convey it sonically in all but the most unorthodox instances. The loss should not be taken lightly considering Bloom's own sharp eye for newspaper layouts. "Catches the eye, you see," he says of the House of Keyes advertisement (U 119). The talking book sought analogous ways of catching the ear.
Reading aloud introduces further ambiguities spared on the page. Auditors have no way of knowing, for instance, that Joyce fought with publishers for years to indicate direct speech through the use of an em dash instead of what he called "perverted commas." 63 They could be forgiven for wondering what all the fuss was about. The lack of "he said/ she said" tags contributes to the narrative's blurring of lines between direct speech, interior monologue, and pastiche. Epigraphs can mislead the ear in similar fashion since it is difficult to tell who is speaking until after the quotation has been read aloud. Although Ulysses foregoes epigraphs, countless allusions and embedded quotations prove just as tricky to distinguish. The book's use of italics and alignment make it easy to recognize quoted material (Yeats's poem, Turko the Terrible's ditty, even Bloom's own lyrical effusions about hungry seagulls). There are no italics on records, of course. The absence of visual cues to assist auditors in distinguishing between excerpts from Ruby: The Pride of the Ring and Bloom's own thoughts results in heightened ambiguity, if not cognitive overload.
Other aspects of the text likewise become needlessly complicated without typographical cues. The "Circe" chapter's resemblance to a dramatic script is immediately apparent to the eye but not the ear, accustomed as it is to hearing scripts performed. In fact, the American Foundation for the Blind initially read plays like any other book-straight through in the voice of a single narrator-before complaints from bemused patrons forced them to switch to full casts. 64 Joyce's stage directions are a pastiche of a script rather than an actual script anyway. How faithfully should a speaker follow the instruction "(Wonderstruck, calls inaudibly.)" preceding Bloom's cry of "Rudy!" (U 593)? Inaudibility is a page convention, not a stage one.
Verbal ingenuity can be equally difficult to discern off the page. What is the difference to the ear between "guineas" and "ginnese" (U 298)? Such distinctive spelling discloses significant information about the speaker's background, education, and class status that must be gleaned in other ways by the auditor. More egregious typographical deformations, such as the backward letters excerpted from Revelations 19:6 and chanted by the damned of "Circe," are all but illegible to the ear, though the eye takes in the correct sequence of letters at a glance. Auditors probably had more success with the subsequent inversion of "Goooooooooood!" and "Dooooooooooog!" (U 584).
Punctuation can be perplexing to read aloud since there is no consensus as to how it should sound-Victor Borge's phonetic punctuation notwithstanding.
65 Letting one's voice trail off might signal an ellipsis, but what noise does a parenthesis make? The hiatuses in between the "Wandering Rocks" episodes do not automatically communicate the stars or asterisks visible on the page. Joyce's most experimental formulations-say, the phrase "hair un comb: 'd"-are the casualties of sound recording (U 273). Speech fails to reflect the original phrase's punctuational complexity. (This was a frequent complaint among braille readers who objected that talking book records do not convey spelling, punctuation, genitive case, and other notations.) If the damage is minor in this instance, it demonstrates the potential risk of eliding mediumspecific attributes that influence a book's reception. 66 ulysses, blindness, and accessible modernism Nor is a literal approach always preferable despite the potential hazards of intermedial translation. You can't win with inaudible formulations like "(Pubb. Canv.)" since any humor will be stripped from a literal recitation of Bloom's occupation as a public canvasser (U 411). The gag only works in visual media. Hence, the narrator translates other cryptic abbreviations ("Lic. In Midw.") for the sake of clarity (U 413). Abbreviations are an instance in which literalness would override the original purpose to communicate efficiently. Scourby recognizes as much by choosing to read the typographical glyph of a dagger as "deceased" without acknowledging that he has done so (U 674). Despite Joyce's reputation for narrative pyrotechnics, however, Ulysses is surprisingly lacking in visual, as opposed to verbal, experimentation. The novel's only significant nonverbal entries (the daily budget excepted) are musical notations like that accompanying the ballad "Little Harry Hughes" (U 675). 67 Yet the novel's verbal and nonverbal devices have more in common than first meets the eye since both consist of graphic symbols used to represent sound in print. In fact, Kivy urges us to think of musical scores and literary fiction as analogous-for him, it is the difference between "hearing music in the head" and "hearing story telling in the head."
68 If Kivy is correct, then the novel's musical score should be read aloud in a comparable manner to the letters; it would hardly be consistent to vocalize one but not the other. Abstainers might maintain (along with Keats) that unheard melodies are sweeter than those heard; but, for me, the issue at stake is whether auditors lose out on the novel's graphic dimensions (as those of an illustrated or graphic novel surely would).
But wait: focusing too much on what gets lost in translation across media risks neglecting the joys of listening to Joyce-benefits we might refer to as "blind gain" in line with the efforts of disability studies to recognize the advantages of sight loss and other impairments. 69 Blind audiences were attuned to modernism's acoustics long before critics began to recognize that there was more to the movement than bibliographic codes. They led the way in showing how engrossing it can be to hear stories-even modernist ones. Instead of apologizing for narrators, their accounts elevate them to the same status as Laurence Olivier's Hamlet or Arturo Toscanini's Beethoven. Many of the novel's formal features, including its leitmotifs, wordplay, and voices, suit audible formats, as does the novel's humor; the polyphonic "Sirens" chapter practically demands to be performed out loud. Easily skimmed passages stand out too in sound. Scourby sings the turn-of-the-century drinking song "Coronation Day" (out of tune and in a Cockney accent, as instructed by the text), for instance, even though most readers will be unfamiliar with the original tune or would, even if they do know it, neglect to sing it in their heads (U 12). Some passages might even be better read aloud, as Joyce recognized when choosing Professor MacHugh's recitation for his own. Above all, hearing Ulysses makes it impossible to miss Joyce's delight in the sheer sound of language. There is a reason that so many people-sighted and partially sighted alike-continue to savor public readings of Joyce's novel on Bloomsday and other occasions.
Let us return to the text's soundscape since the key issue here is equivalence, not enhancement. Theoretically, sound effects should not be a problem for recorded books considering old-time radio's legacy of coconut shells and slide whistles. Today's audiobooks routinely supplement verbal scripts using digitally enhanced noises derived from film studios. Yet doing so on a recording of Ulysses would be a mistake in category, confusing verbal representations of sound with the sound itself. As Derek Attridge has noted, it would be foolish to substitute the actual sound of a passing train's whistle for Molly's mental perception of it ("frseeeeeeeefronnnng") (U 739). 70 What needs to be captured instead is the novel's effort to put into words the inarticulate, the scarcely articulable, or what Steven Connor calls the "extrahuman language" emanating from the nonhuman world (bells, gasjets, gongs, quoits, soap, wreaths, and so forth). 71 To put it another way, the narrator must model Joyce's determination to spell out those entities bordering on the unpronounceable. This is only possible if the narrator manages to express the printed page's approximation of those sounds, not the sounds themselves.
Consequently, and somewhat counterintuitively, the novel's sound effects present the biggest obstacles to recording Ulysses. Onomatopoeia-"sllt," "Brrfoo!," "Pwfungg!"-should be easy to render in sound since this rhetorical device entails the verbal imitation of sound anyway (U 120, 154, 568). And yet, for this very reason, it is difficult to capture the verbal ingenuity used to produce this effect. Joyce's noises represent an extreme case, one associated with modernism's rejection of realism more broadly. It is a move from Dickens's verbally (if not metaphysically) straightforward account of "what the waves were always saying" to Joyce's ventriloquized "wavespeech."
72 Scourby scrupulously enunciates this vernacular-"seesoo, hrss, rsseeiss ooos"-in a way that mimics the sounds of the sea while, at the same time, adhering to the narrative's precise combination of letters (U 50). He thereby communicates an ambition to expand the novel's limited acoustic range beyond sonic formulae. The audience can at least recognize that the sounds are phonetic imitations, not conventional shorthand. If the case were otherwise, then the sound of a real cat's "miaow" could just as easily be substituted for ulysses, blindness, and accessible modernism the punctilious "Mrkgnao!" (U 55) At the same time, however, auditors have little way of adjudicating how much of the noise's success should be attributed to the writer's resourcefulness or to the actor's dexterity. For all they know, Scourby's baroque mew could be taking poetic license with a simple "miaow" (as Bloom says) on the page (U 67).
As Attridge has shown, onomatopoeia, despite its aspirations to mimic sound, is in fact a highly visual rhetorical device. 73 Listening to Ulysses sacrifices the visual appearance of letters. For Attridge, then, the speaker's attempt to convert graphic shapes into sound must be both arbitrary and inadequate. On one level, he is certainly correct. We might easily test such a conclusion by asking auditors to transcribe onomatopoeic effects back into language and then compare the results with Joyce's script. Even those with perfect pitch are unlikely to reproduce the exact sequence of letters designating the cat's meow. On another level, however, the end result is more or less the same. We can at least recognize that Joyce's imitation is nudging us away from the default formula. We might think of this effect as "reverse onomatopoeia" or even "nonomatopoeia"-using sound to imitate letters instead of letters to imitate sound. In such instances of phonetic manipulation, the attempt matters as much as the attempt's success.
It is no accident that "Penelope" has been saved until last. That chapter is deceptively easy to listen to since it consists of a torrent of uninterrupted speech-what has been described as "the sound of one mind thinking."
74 And yet, for this very reason, the gulf may be largest here between the experience of reading and listening to Molly Bloom's soliloquy (incongruously ventriloquized by an American man's voice). Thanks to the narrator's intervention, the audience has little way of grasping the chapter's formal properties.
Molly's soliloquy magnifies many of the decoding problems raised by previous chapters. Whereas the transcription of Molly's thoughts famously lacks punctuation, the narrator restores Joyce's omissions by doing the work of punctuating and pausing, intonating and disambiguating-reprising the role played by the narrator of scriptio continua in the ancient world. Without punctuation, readers of the printed text must decide whether to interpret apostrophe-less words like "hell," "wed," "well," and "were" as nouns, verbs, adverbs, or contractions-or even some combination of them within a single sentence (U 732, 723, 751, 729). The narrator's pauses imply a set of commas and clarity nowhere to be found in the original script. Auditors are thereby spared the sublimity of encountering page after page covered entirely with words. They have no way of knowing that these blocks of print consist of eight paragraphs with two periods, or that the chapter contains one of the longest sentences in the history of English literature. When read aloud, the chapter sounds almost conventional. The recitation might be said to preserve the book's contents without the experience of reading it.
"Yes": the novel's last word distills the equivocality confronted in multiple guises throughout this essay (U 768). Notice how easy it is identify that word in print; of course, that same word heard aloud could be either "Yes" or "yes." It is with this ambiguity in mind that the recording's audience can be said both to read and not to read Ulysses. In fact, Jacques Derrida's influential essay "Ulysses Gramophone: Hear say yes in Joyce" is predicated on this very inability to translate the word (or "Oui, oui," in his case) into other languages and-if I might add a further layer of complexity-into other media. 75 Derrida's entire project originated as a way of tracking the numerous variations of the word "yes" reproduced, each time with a difference, throughout Joyce's epic narrative. Such granular distinctions can only be detected in print, of course, not on a gramophone. "The final 'Yes,' the last word, the eschatology of the book, gives itself up only to reading," Derrida explains, "since it distinguishes itself from the others by an inaudible capital letter." 76 Without this minor albeit indispensable graphic detail, the novel's final "Yes" would be indistinguishable from all of the other "yeses" that precede it and, further, would fail to match exactly the chapter's opening word.
The novel's last word, then, encapsulates the irreducible tension between reading and listening to (or "reading") Joyce's novel. The two experiences are, at one level, commensurate since both involve the exact same words. And yet, at another level, the two experiences remain irreconcilable since the auditory experience loses a level of microscopic detail that many literary critics, and certainly most Joyceans, would consider crucial to understanding the novel. Ulysses read aloud is and is not still Ulysses, it would seem. To circle back to my original question about whether Ulysses can be read with the ears as well as the eyes, then, we can now answer: Yes. 
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